




























Meet Stuart Pot: On May 23, 1978, a baby boy was born in 
Hertfordshire, England. His name was Stuart Pot and he had 
blue eyes and brown hair. Stuart, or Stu-Pot, grew up to be a 
little boy who was not so bright. In fact, many considered him 
to be “mentally deficient.” However, he was kind, and he loved music. Parents David 
and Rachel often could find ten-year-old Stuart listening to his favorite bands in his 
room and bobbing about. At eleven years old Stuart was climbing a tree, as most kids 
do, when he fell to the ground. The impact caused all his hair to fall out, and when it 
eventually came back it grew out a rich blue tone. Stuart attended St. Wilfred’s 
boarding school in Crawly, England. After graduation Stuart got a part time job at 
Uncle Norm’s Organ Emporium. He was working on August 15, 1997 when a “Satanist 
hoodlum” ran his Vauxhall Astra into the building during an attempted raid, hitting 
Stuart. Stuart’s head was fractured in the accident which left him in a catatonic state. 
The left side of Stuart’s head was permanently fractured and his left eye turned black as 
a result. He did not stay in a coma for long, however. A year later Stuart, still in a 
comatose state, was riding in the passenger seat of a car when it suddenly veered into a 
360 degree spin and Stuart was thrown out the windshield. He landed face first on the 
curb, permanently injuring the right side of his head which resulted in his right eye 










































































































































Meet Murdoc Niccals: Although no one is certain, it is said 
that Murdoc Niccals was born at a halfway house for “the sick, 
the needy and the incredibly bored” on June 6, 1966.  Murdoc 
grew up with an abusive father, harsh teachers, and cruel 
peers. However, Murdoc is not completely innocent. He 
“gained a reputation for his truancy, pranks, ugliness, poor personal hygiene and bad 
behavior,” He would “lurk” around Sodsworth Comprehensive School while he was 
attending, distracting students by quacking at them or causing some other sort of 
disturbance. In one instance, Murdoc was insulting a rather thuggish bully Tony 
Choppers, and in return received a punch to the face and a broken nose. Despite all this, 
Murdoc demonstrated an undeniable charisma and a propensity for convincing people 
to take his side.  
After school, Murdoc would often perform, at his dad’s will, at a local pub. 
Although he resented the way his father forced him to perform, Murdoc found a calling 
on the stage.  He vowed that as a musician he would not take direction from anybody. 
However, he was not opposed to help. In fact, Murdoc enlisted the help of a very 
powerful entity to become famous. Murdoc started making deals with the devil, the 
ultimate being the exchange of Murdoc’s soul for rock greatness. So, Murdoc became a 
Satanist for the sake of becoming a rock god, perks of which include a brand-new bass 
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named “El Diablo,” a gift from the devil himself, as well as a new middle name, 
“Faust.” 
Murdoc was in a few bands during the 1990’s, although none of them was very 
popular. In 1994, his band, Murdoc’s Burning Sensations, broke up and Murdoc started 
hanging around criminals. A few years later, Murdoc and the gang went on a crime 
spree, first stealing a Vauxhall Astra, then heading to Uncle Norm’s Organ Emporium 
where certain synthesizer equipment had caught Murdoc’s eye. However, he 
miscalculated and drove the stolen car into the building, hitting one worker with deep 
azure hair directly in the face. Murdoc was arrested, sentenced to 30,000 hours of 
community service and an additional 10 hours a week caring for Stuart Pot, the 
employee he had sent into a coma. A year into his sentence, Murdoc was driving 
accompanied by Stuart’s comatose body when he spotted a group of women. In an 
effort to impress, Murdoc launched into a 360-degree spin, sending Stuart flying out the 
windshield and hitting the sidewalk. Stuart woke up, now with a pair of black eyes and 
twin dents in his skull. Murdoc nicknamed him 2-D and recruited his post-comatose 























































































































































































































Meet Russel Hobbs: Russel is the only American in the group. He 
was born in Brooklyn, New York on June 3, 1975. Although a 
bright and polite child, he suffered a rough childhood. He was 
expelled from a prestigious school for demonic possession and after enrolled at 
Brooklyn High School. There he befriended many hip hop artists and musicians. One 
day he and his friends were victims of a drive-by shooting incident. Russel, the sole 
survivor, became an unwilling vessel of his friends’ spirits which continue to appear. 
 After the incident, Russel moved to the United Kingdom and found a job at Big 
Rick Black’s Record Shack in London’s Soho. One day while he was working a customer 
came in and asked to see an obscure 50s record. Russel turned from the customer and 
immediately the customer slipped a bag over his head and kidnapped him. The 
customer, who was later revealed to be Murdoc, brought Russel to his recently acquired 
property, Kong Studios. He and his automotive-accident-victim-turned-friend 2-D 
showed Russel the music they were working on. Russel was impressed and decided to 
join the band as a drummer. As 2-D’s girlfriend, Paula Cracker, also joined the band he 
was the fourth and final member. That was, until, Russel caught Paula Cracker and 
Murdoc hooking up in the toilets. Paula Cracker left the band after that and Murdoc 
received five more punches to the nose, this time by Russel’s fist. And the band was left 












































































Meet Noodle: Noodle is the youngest of the group by 15 years. She 
was born on October 31, 1990 in Osaka, Japan. She and 22 other 
children were subjects of a classified project. The children were 
training with the purpose of becoming super soldiers. However, the 
project was eventually found to be unethical, and the destruction of 
the grounds as well as subjects was ordered. Mr. Kyuzo was the head scientist for the 
project, and killed 22 children by order of the government. When he came upon the last 
child, an eight year old girl, Mr. Kyuzo was unable to follow through. He had grown 
emotionally attached to the girl and could not stand to see her harmed. Instead, he 
arranged to hide the child from the Japanese government. To ensure her safety, Mr. 
Kyuzo gave the girl amnesia. Before the girl could begin to relearn her memories, Mr. 
Kyuzo shipped her off to an address he copied from an advertisement placed in a 
British newspaper soliciting guitarists to audition for a band. The girl arrived by a 
FedEx freight container brandishing a Gibson Les Paul. She was brought into the 
haunted studio, surprising the three boys there when she jumped out of the box and 
launched into the “riff to end all riffs.” She ended her performance with a karate kick. 
Although she spoke quick Japanese, she could say one English word: Noodle. And so 
that became her name. With Noodle to fill the position of lead guitarist, they had a 
complete band.31 
																																																						
31	“Noodle.”	Gorillaz	Wiki,	gorillaz.wikia.com/wiki/Noodle	
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When	I	first	began	working	on	this	project,	there	was	one	question	I	never	seemed	able	
to	answer:	what	does	a	band	gain	by	going	virtual?	How	does	it	matter?	Past	iterations	of	this	
project	either	gave	answers	but	provided	little	support,	or	else	just	ignored	the	question	
entirely.	Rather	far	along	in	the	project,	however,	I	stumbled	upon	an	article	that	brought	this	
discussion	full	circle.	William	Echard’s	work	on	the	Deleuzian	theory	of	virtuality	is	the	missing	
puzzle	piece	that	brings	the	virtual	to	the	musical	and	ties	up	loose	ends.32	Although	never	
displayed	in	the	Museum	of	Virtual	Media,	Echard	proves	that	music	is	a	medium	just	like	story-
telling	and	the	computer,	a	medium	that	has	the	potential	to	actualize	the	virtual.	Echard	uses	
Gilles	Deleuze’s	philosophy	of	virtuality	and	actuality	to	describe	music’s	relation	to	both	
instruments	and	the	body.	The	idea	to	approach	music	as	a	portal	to	the	virtual	is	by	no	means	
radical.	Music	reveals	the	virtual	over	time,	whether	it	be	a	three-minute-long	pop	song	or	a	
two-hour	opera.	It	builds	a	story,	but	requires	an	audience	to	hear	it,	even	if	it’s	the	maker	
themselves.	Additionally,	music	creates	the	opportunity	for	convergence.	The	sounds	of	various	
instruments	converge	in	a	song,	and	dance	adds	an	element	of	physicality.	Since	media	are	just	
methods	by	which	to	actualize	the	virtual,	“each	of	us	constructs	our	own	personal	mythology	
from	bits	and	fragments	of	information	extracted	from	the	media	flow	and	transformed	into	
resources	through	which	we	make	sense	of	our	everyday	lives,”33	meaning	convergence	culture	
seeks	out	multiple	methods	of	actualizing	the	virtual.		It	is	with	Echard’s	theory	we	can	now	
reexamine	our	definition	of	the	virtual	and	investigate	further	the	many-layered	relationship	
between	the	self,	the	digital,	and	convergence	communities.		
																																																						
32	William	Echard.	2006.	"Sensible	virtual	selves:	Bodies,	instruments	and	the	becoming-
concrete	of	Music".	Contemporary	Music	Review.	25	(1-2):	7-16.	
33	Jenkins.	Convergence	Culture.	3.	
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	I	considered	many	different	theories	for	this	essay	before	reading	Echard’s	work	on	
musicality	and	virtually,	but	it	was	only	upon	reading	him	that	my	own	argument	came	
together.	Using	Echard’s	work	allows	me	to	unpack	further	the	term	“the	virtual	self”	while	
always	grounding	the	argument	within	the	context	of	music.	What	I	find	according	to	Deluezian	
thought	is	that	the	term	“virtual	self”	is	somewhat	redundant	because	the	self	is	innately	
virtual.	Echard	spends	much	of	his	time	debating	the	three	components	of	the	actualization	of	
the	virtual,	always	considering	the	limitations	held	by	what	Echard	calls	the	musical	subjects	
performing	the	actualization.	I	believe	digital	mechanisms	like	an	avatar	or	a	social	media	
platform	can	fulfill	the	same	role	as	Echard’s	musical	subjects	by	actualizing	the	virtual	self,	
much	like	our	own	bodies	are	an	actualization	of	ourselves.	Deleuze’s	virtual	requires	the	
actual,	which	begs	the	question,	what	is	the	actual	in	the	case	of	the	Gorillaz?		
Before	moving	on,	let	us	take	the	time	now	to	break	down	Deleuze’s	concept	of	
virtuality	as	used	by	Echard.	Deleuze’s	virtual	encompasses	all	that	is	real	but	not	actual.	
Deleuze’s	virtual	is	also	ideal,	but	here	is	where	the	parallels	with	our	digital	virtuality	end.	As	
evident	from	the	members’	backstories,	creators	in	the	digital	are	interested	in	exploring	
identities	that	are	not	necessarily	self-reflective	and	not	necessarily	ideal.	However,	ideal	or	
not,	the	virtual	requires	a	counterpart:	the	actual.	Actuality	is	not	less	or	more	real	than	
virtuality,	but	it	possesses	a	physicality	that	virtuality	lacks	and,	more	importantly,	it	is	always	
present.	Deleuze’s	virtual	exists	on	the	edge	of	the	actual,	always	accessible	but	simultaneously	
fleeting.	The	virtual	and	the	actual	are	greater	than	simple	opposites;	they	possess	a	complex	
and	many-layered	relationship	in	which	the	actual	has	the	power	to	physically	validate	the	
virtual.	“Deleuze	frames	every	human	activity	(e.g.,	philosophy,	art	and	science)	as	attempts	to	
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give	consistency	and	actuality	to	the	virtual,”34	and	certainly	music	is	no	different.	By	framing	
music	as	an	attempt	to	give	actuality	to	the	virtual,	the	possibility	of	the	virtual	becomes	
apparent.	Echard	imagines	“a	musician’s	hands	and	all	the	possible	positions	they	can	assume.	
These	configurations	are	never	all	present	together,	but	they	are	a	real	part	of	the	hands.”35	In	
the	virtual,	all	the	configurations	exist	simultaneously,	while	in	the	actual	they	may	only	exist	
once	at	a	time.	The	virtual	is	advantageous	in	this	way.	Although	musical	subjects	give	a	
physical,	actual	presence	to	virtual	concepts,	the	subjects	are	not	equipped	to	represent	the	
concept	in	its	virtual	entirety.	The	Gorillaz	specifically	combat	the	limitations	of	a	single	medium	
by	using	convergence.	Beyond	just	the	question	of	possibility,	there	is	also	the	matter	of	the	
physical	limitations	of	a	subject	itself;	sheet	music	is	unable	to	actualize	music	the	way	an	
instrument	can	and	vice	versa.	Likewise,	different	social	media	platforms	facilitate	different	
sorts	of	interactions	based	on	their	mechanisms	(even	Facebook	and	Twitter,	platforms	that	
prefer	texts,	foster	vastly	different	writing	styles).	Here	is	where	convergence	culture	is	
especially	handy.	The	Gorillaz	uses	a	multitude	of	media	to	actualize	its	music	and	the	band.	By	
expanding	the	range	of	subjects	performing	actualization,	the	Gorillaz	broadens	its	
representation	in	the	actual	world,	the	world	of	its	fans.		
Echard	defines	three	pillars	in	his	article:	the	instrument,	the	performing	body,	and	
music,	and	proceeds	to	explore	the	peculiarities	of	the	relationships	among	the	three:	
A	body	can	be	subject	to	instruments	and	to	music:	transformed	over	long	years	of	
practice	to	a	state	of	proficient	compliance.	Or,	an	instrument	can	be	subject	to	music	
and	to	bodies:	designed,	refined	and	produced	to	satisfy	aesthetic	and	biomechanical	
specifications.	Or,	both	can	be	subject	to	music,	and	vice	versa.	36		
																																																						
34Echard,	William.	"Sensible	Virtual	Selves.”	9	
35	Echard,	William.	"Sensible	Virtual	Selves.”	8	
36	Echard,	William.	"Sensible	Virtual	Selves.”	7.	
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While	Echard	discusses	this	in	musical	terms,	these	convoluted	relationships	are	also	present	in	
the	digital	actualization	of	the	virtual.	Among	these,	the	three	pillars	I	would	consider	there	to	
be	the	virtual	which	needs	actualizing,	the	instigator	of	the	actualization	(or	rather	the	actual	
recipient/observer),	and	lastly	a	tool	or	a	mode	for	actualization.	The	digital,	too,	depends	upon	
these	three	pillars	as	it	offers	many	media	with	which	to	actualize	the	virtual.	The	Gorillaz	and	
its	world	are	virtual,	but	it	is	being	actualized	by	the	visual	embodiment	of	the	characters,	by	
the	music	that	Albarn	writes,	and	by	the	convergence	of	consumers.	So,	the	question	is	not	
really	what	does	the	band	gain	by	going	virtual,	because	music	has	always	been	a	medium	for	
virtual	awaiting	actualization.	However,	by	pairing	it	so	intimately	with	another	powerful	form	
of	actualization	like	digital	media,	the	Gorillaz	is	executing	convergence	culture	in	a	method	
unseen	elsewhere	in	either	industry.		
The	potential	influence	of	convergence	culture	is	evident	in	the	Goriilaz’	implementation	
of	multiple	digital	means	to	actualize	their	virtual	selves.	Convergence	culture	is	beneficial	
because	it	allows	for	a	more	fair,	more	efficient,	more	“ideal”37	collection	of	knowledge.	Online	
communities	like	Survivor	spoilers	are	evidence	of	convergence	culture	as	they	are	sustained	by	
constant	contribution	from	a	variety	of	sources.	As	a	virtual	band,	the	Gorillaz’	approach	to	
online	identity	is	unique	from	many	other	artists	out	there,	partially	due	to	the	Gorillaz’	own	
dependence	on	convergence	culture.	The	Gorillaz	sustains	its	presence	and	position	in	digital	
culture	thanks	to	fan	interaction	through	media	like	social	media,	and	reddit.	The	use	of	digital	
bodies	by	the	Gorillaz	aids	legibility	and	ties	the	project	to	the	human	body,	something	music	
																																																						
37	Jenkins.	Convergence	Culture.	247.	
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requires	but	the	internet	lacks.	These	digital	media	are	of	course	supplementary	to	the	medium	
of	music,	after	all	we	are	talking	about	a	band.	However,	it	is	not	hard	now	to	see	how	these	
digital	media	are	just	another	evolution	of	more	traditional	media	like	music.	As	written	by	
Deleuze	and	then	Echard,	media	are	methods	of	actualization,	and	humanz	have	been	
attempting	to	actualize	the	virtual	since	they	began	to	create	music.	The	addition	of	digital	
media	by	the	Gorillaz	only	help	the	band’s	case.		
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